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Founded in 1872, the School of Music combines the intimacy and intensity of 
conservatory training with a broadly based, traditional liberal arts education at the 
undergraduate level and intense coursework at the graduate level. The school offers de-
grees in performance, composition and theory, musicology, music education, collaborative 
piano, historical performance, as well as a certificate program in its Opera Institute, and 
artist and performance diplomas. 
Founded in 1839, Boston University is an internationally recognized private research 
university with 32,557 students participating in undergraduate, graduate, and profes-
sional programs. BU consists of 17 colleges and schools along with a number of multi-
disciplinary centers and institutes which are central to the school's research and teaching 
mission. The Boston University College of Fine Arts was created in 1954 to bring together 
the School of Music, the School of Theatre, and the School of Visual Arts. The University's 
vision was to create a community of artists in a conservatory-style school offering profes-
sional training in the arts to both undergraduate and graduate students, complemented by 
a liberal arts curriculum for undergraduate students. Since those early days, education at 
the College of Fine Arts has begun on the BU campus and extended into the city of Boston, 
a rich center of cultural, artistic and intellectual activity. 
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This recital is in partial fulfil/men t of the Masters of Sacred Music degree in Choral Conducting. 
Jennifer Kane, conductor 
Jennifer Kane is a doctoral student at Boston University as a student of Ann Howard Jones 
and is in her third season as the Artistic Director of the Worcester Children's Chorus, a 
professional children's chorus comprised of 70 singers. Kane comes to Massachusetts 
from Atlanta, GA, where she was the Artistic Director of the Spivey Hall Young Artis 
50-voice treble ensemble which serves as the training choir for the nationally renownea 
Spivey Hall Children's Choir. She was also the Artistic Director of Viva Voce, a summer 
choral camp sponsored by Spivey Hall and the Atlanta Chapter of the American Compos-
ers Forum, as well as a frequent clinician and adjudicator for children's choral music. 
In addition to her work with children's voices, Kane was the Artistic Director of Atlanta 
Schola Cantorum, an auditioned ensemble specializing in Renaissance polyphony and 
Twentieth century compositions. The Atlanta Journal-Constitution described Kane's 
work with Schola: "Such depth of expression - a fusion of harmonies and texts - was the 
hallmark of Kane and her singers." Most recently, Kane was the Artistic Director of PALS 
Children's Chorus in Brookline, where she prepared the chorus for collaborations with 
the Back Bay Chorale, Boston Musica Viva, and the Boston Symphony Orchestra. Kane 
received a BA in Music from Furman University and an MM in Choral Conducting from 
Georgia State Un~versity. 
Emily Howe, conductor 
Born and raised in Frederick, Maryland, Emily Howe received her earliest musical train-
ing while singing in a local children's choir directed by her mother. Emily won the Donald 
Plott Memorial Scholarship to pursue further musical study at Davidson College in North 
Carolina, where she studied piano, voice, and conducting and graduated with a Bachelor 
of Arts degree cum laude in Music and English. Active as a soloist and as a chamber musi-
cian in both piano and voice, Emily performed as piano soloist with the Davidson College 
Symphony Orchestra and sang as alto section leader of the Davidson College Concert 
Choir and Chorale. Emily's work as founder and conductor of The Davidson Singers led 
the Department of Music to award her the distinction of Honors. Upon moving to Boston 
in 2009, Emily began working as the accompanist for the Premier Choir of the Boston 
Children's Chorus, where she now works as Teaching Fellow for the upper choirs. E1 
currently studies at Boston University, where she conducts the Choral Society and is work-
ing toward a Master's degree in Choral Conducting with Ann Howard Jones. 
Brett Maguire 
Winner of the First Prize and Prize of the Audience in the 2005 Andre Marchal Interna-
tional Organ Competition in Biarritz, France, Brett Maguire held the honored position of 
Organ Scholar (class of 2002) at the College of the Holy Cross in Worcester, MA. He has 
performed widely in the United States and in Europe, spending a year in Paris on a Wat-
son Fellowship, during which time he appeared in concert at Notre Dame Cathedral and 
Ste-Clotilde. Upon winning First Prize in the 2001 American Guild of Organists/Quimby 
Regional Competition for Young Organists, Brett appeared in recital during the 2002 AGO 
National Convention in Philadelphia. He received his Master of Music in Historical Per-
formance degree in 2005 from the Oberlin Conservatory, where he was awarded the Earl 
Russell Prize in Early Music, the department's highest distinction. Brett has played with 
the Boston Pops under John Williams, with the Boston Symphony Orchestra under Hans 
Graf, and with the Tanglewood Summer Festival Orchestra under Bernard Haitink. He 
has been a featured artist in the BOSE in-house speaker demonstration. 
Brett presently holds the position of Director of Music at Wesley United Methodist Church 
in Worcester, where he is also Artistic Director of the Music Alive! concert series. In the 
2{/ 009 season, he performed the complete organ symphonies of Charles-Marie Widor. 
W·... iolinist Aaron Packard, he is presently performing a complete cycle of Beethoven's 
sonatas for piano and violin during the 2010-2011 season. 
Program Notes 
Benjamin Britten's Missa Brevis in D, op. 63 for three-part treble voices and organ was 
composed in 1959 for George Malcolm and the choristers of Westminster Cathedral in 
London on the occasion of Malcolm's retirement as organist and choirmaster. Dur-
ing his tenure, Malcolm was known for the unique timbre that he cultivated from the 
boys' chorus- a timbre that contrasted the new, English Cathedral style of singing 
and utilized more natural production of tone. Britten was inspired by this sound and 
composed the Missa Brevis, his first setting of the Mass, so as to highlight this inter-
esting vocal color. The work received its first performance by George Malcolm and 
the choristers on July 22, 1959 at Westminster Cathedral. 
Britten's extensive compositional catalog contains forty works for chorus in a variety 
of genres. Missa Brevis was composed relatively late in his career- just two years 
before he began work on the War Requiem; and therefore, it benefits from mature 
compositional techniques acquired over a lifetime of work. Designed primarily for 
liturgical purposes, Britten's use of small forms, his continuity in the overall tonal 
scheme, and the use of such 'techniques as bitonality and serialism make Missa Brevis 
compelling for concert performance. 
Britten capitalizes on the natural three-part shape of the Kyrie text to form the simple 
and symmetrical structure of the opening movement. The opening motive sounds 
S\/ sively in each voice part to give the effect of cascading phrases of "Kyrie elei-
sck is descending motive outlines a perfect fourth and each entrance is a perfect 
fourth lower than the previous statement. In contrast to the Kyrie, "Christe eleison" 
consists of an ascending line in reverse order, which builds to a final homophonic 
phrase that parallels "Kyrie eleison" in shape, but contrasts harmonically. 
The Gloria opens with a liturgical intonation of the celebrant that is based on the 
lOth century plainsong Mass Dominator Deus. Britten's ostinato in 7/8 meter, which is 
based on the plainsong, serves as the foundation for the entire movement and lends 
itself to the natural flow of the text through the rhythmic groupings formed by the 
meter. The "Qui Tollis" brings about an unusual and dramatic shift in key and vocal 
texture as Britten dips into bitonality and contrasts a solo voice with a unison inver-
sion of the organ ostinato. 
In the Sanctus Britten utilizes more complex compositional technique than in the 
previous movements. A 12-tone row built around intervals of a fourth opens the 
movement. This melodic line sounds between the three over~apping voices to form 
chiming polyphony that passes through several tonal centers. At "Pleni Sunt caeli" 
the tone row moves to the organ pedals in the shape of a single melodic ostinato 
while new imitative melodic material in the voices creates the impression of the heav-
enly hosts. Benedictus digs deeper into the use of bitonality by pairing a solo voice 
in G major with a solo voice inC major. These voices sound simultaneously in the· 
respective keys in a canonic duet, in which the biting relations between F-sharp 
are palpable. 
For the final movement of the Mass, Agnus Dei, Britten employs a ground bass osti-
nato comprised of rising thirds which outline the interval of a minor ninth. This os-
tinato sounds relentlessly from the organ pedals throughout the movement. The half 
step, the contracted form of the minor ninth, also figures prominently in the Agnus 
Dei in that it shapes the expression of the grief and agony within the unison phrases 
and colors the harmonic tension in the plea for mercy. As the melodic material re-
peats it ascends in pitch over the stable ostinato and builds in intensity and drama. 
The setting of "Dona nobis pacem," is fraught with tension that increases as the 
prayer builds in urgency. The three voices each enter on a repeated note motive in a 
scalar relationship - each entrance one scale degree higher than the previous entrance 
- and build to a brief climax before coming to rest on a whispered D minor chord. 
Libby Larsen's Mind You, Now is a cycle of four "silly songs" for four-part children's 
chorus that is fun for performers and audiences alike. Commissioned by Dr. Barbara 
Tagg and the Syracuse Children's Chorus, Mind You, Now premiered on May 3, 2009 
in Hendricks Chapel at Syracuse University. The poetry of Boston-born poet John 
Ciardi, who is known for his children's poetry, provides the texts for this work. Mind 
You, Now displays the thoughtful text setting and structure for which Larsen is recog-
nized as a composer, while offering a work that is artistic yet accessible to children's 
choral groups of all skill levels. The whimsical nature of the poetry is reflected in 
Larsen's music, which is peppered with additional humor from her own musical 
jokes. 
Allan E. Naplan's Al Shlosha D'varim is a beautiful setting of the popular maxim 
from Pirkei Avot (Jewish morality laws). Naplan's setting takes the form of a pru 
song, in which both of the counter melodies use lyrical phrasing to convey the text~ 
Originally from Marblehead, Massachusetts, Naplan is a graduate of Ithaca College's 
School of Music in vocal performance and music education. He is currently the Gen-
eral Director of the Madison Opera. 
-Jennifer Kane 
One of many unjustly neglected mid-twentieth-century American composers, Irving 
Fine (1914-1962) spent much of his life in Boston, studying and later teaching at Har-
vard University before serving on the faculty at Brandeis University. Fine's small but 
significant body of work displays the composer's gift for melody, his sharp intellect, 
and his keen sense of humor, and the four pieces that comprise his The Choral New 
Yorker are no exception. Written in 1944 and premiered in Harvard's Sanders Theater, 
the work's titles betray Fine's notion of the song as both a musical and a literary work; 
though the two inner movements are given the titles "Scherzando" and "Concer-
tante," the outer movements are titled "Prologue" and "Epilogue," and one has the 
sense that the composer is attempting to collapse the distinction between sound and 
word, between symphony and novel. Looking to The New York Book of Verse for texts, 
Fine's decision to set virtually unknown poems written by virtually forgotten poets 
allowed him the freedom to set words unburdened by cultural baggage, to present 
his audiences with a particular interpretation of texts they most likely had never 
e across in the form of a miniature gesamtkuntswerk of sorts. In his "Epilogue: 
for October," Fine endows a text that is seemingly about the changing of sea-
so with more cosmic significance, creating a movement that is in name an epilogue 
but in gesture and philosophical heft more of an epitaph, a musical meditation on 
mortality and the passing of time. 
Writing for mixed chorus, baritone solo, and piano accompaniment, Fine utilizes 
textural and timbral variety to interpret and reinterpret each line of Jake Falstaff's 
poem. Fine sets each new phrase of text as a lyrical and elegant baritone solo before 
recasting it in the choral parts; as the same text is repeated multiple times, the music 
tells a story, transforming the meaning of the poetry with every subsequent iteration. 
The text "No more at morning" is intoned first as a reflective baritone solo before 
evolving into a melancholic exchange between soprano and tenor, then an angry 
and jarring unison passage for choral voices, then a beautiful but deeply sad lullaby 
for alto, tenor, and bass, and finally a dissonant and harrowing two-part canon that 
builds to a desperate cry that "Summer is gone." By Fine's interpretation, there is 
no opportunity for renewal after the coming winter months; too impassioned to be 
merely a lament on the passing of summer, "Design for October" resonates rather 
as the dialogue of a group of people coming to terms with the passing of one's final 
summer. 
Though "Design for October" was composed a full twenty-five years before Elizabeth 
Kiibler-Ross published On Death and Dying, her seminal work on the psychology of 
loss, Fine seems to anticipate her "Five Stages of Grief" model in his music. From 
the doomed optimism of the introductory piano passage, in which deep, resonant 
octaves punctuate the serene texture as a death knell and endow the simple melody 
with a sense of latent foreboding, to the sense of resignation in the final choral dec-
la . tion that "summer is ended," the psychic range of the piece encompasses the 
st. of denial, anger, bargaining, depression, and acceptance. This emotional scope 
is the more impressive given the brevity of the work and the dearth of melodic 
material Fine allows himself: the central kernel of almost every motif is a minor third 
followed by a perfect fifth, and the composer uses the piece to explore every possible 
iteration and transformation of this intervallic idea. Invoking the "open-air" sound of 
Aaron Copland and the rhythmic gestures of Igor Stravinsky, Fine crafts a work that 
is at once emotionally revealing and musically revelatory, a concise and precise mar-
riage of sound and word. 
Randall Thompson (1899-1984) is perhaps the most well-known American choral 
composer of the twentieth century. Educated at Harvard University, where he would 
later teach Leonard Bernstein, Samuel Adler, and Frederic Rzewski, among others, 
Thompson became an influential advocate of a liberal arts approach to music educa-
tion and was instrumental in reshaping the Harvard music curriculum. This passion 
for the liberal arts made Thompson a natural choice for a setting of the poems of 
Robert Frost; commissioned in 1959 by the town of Amherst, Massachusetts to write a 
piece for its bicentennial celebration, Thompson selected seven poems by Frost, long 
a resident of the town, and set them as his Frostiana: Seven Country Songs. Simple but 
never simplistic, Thompson's music compliments Frost's idyllic depictions of life in 
rural New England without ever attempting to overshadow the poetry's quiet beauty. 
"The Road Not Taken" is likely Robert Frost's most famous poem; its final lines in 
particular ("Two roads diverged in a wood, and I I I took the one less traveled b 
1 
And that has made all the difference,") have been used to the point of cliche in con -
mencement speeches, sermons, and self-help manuals. The text's ubiquity makes 
it a bit of a compositional nightmare to set, and Thompson's decision to open his 
suite with this poem seems a way of throwing down the gauntlet, of establishing the 
work's musical idiom while daring the listener to find something distasteful in the 
text-setting. For a lesser composer might paint this text in broad, overwrought musi-
cal gesture; Thompson, on the other hand, writes a modal melody characterized by 
a sense of understatement and quiet assuredness. Though the movement as a whole 
rarely rises above a piano dynamic, the oft-quoted final phrase is the quietest of all, 
emphasizing the personal rather than the didactic significance of the narrator's deci-
sion to walk the less-traveled path. The movement draws to a close with the quarter-
note accompanimental figure, suggestive throughout the piece of the narrator's 
walking pace, now ascending in evocation of the narrator's walking away. The final 
minor chord, often signifying melancholy, here suggests contemplativeness rather 
than sadness; throughout the movement, the effortless lyricism and the genuineness 
of expression brings a sense of freshness to a well-worn poem. 
Thompson sets Frost's bucolic poem "The Pasture" for men's chorus, alternating lyri-
cal verses about tending the pastures with pastoral interludes evoking the sound of 
shepherds' pipe music. In each of the two verses, the text "You come too" is set aside 
as a tender and brief chorale of sorts, a sweet and genuine entreaty to a companion 
with whom the narrator would like to spend more time. For, though Frost's poem is 
explicitly about man's relationship with the earth, the small asides to "You" achieve 
significance by their very paucity. Thompson depicts Frost's subtle attention to the 
spoken and unspoken in interpersonal relationships with nuance and care, and he 
continues to do so in "The Telephone," composed for men's and women's chorus c: 
in dialogue. The poem is written as an awkward attempt by a first speaker to gle ~ 
romantic interest from a second speaker, and Thompson establishes the sense of 
nervous, frenetic energy in an accompanimental introduction that at once evokes the 
sound of a pitter-pattering heart and a child's playground game. When the men's cho-
rus enters as the first speaker, Thompson writes accelerandi and ritardandi to mimic 
the speech of a person whose nervousness manifests itself in unfocused, meandering 
speech; as the first speaker begs the second to admit that she was speaking of him on 
the telephone, she stands by impassively before responding with a coquettish, "First 
tell me what it was you thought you heard." Though Frost does not give the second 
speaker the opportunity to respond to the first speaker's eventual admission that he 
came to see her, Thompson allows the women's chorus the final word in the form of a 
major triad hum, perhaps a tacit admission of excitement she is too proud to reveal to 
the first speaker. 
"A Girl's Garden" features the most jaunty, rhythmic music of the Frostiana set. 
Scored for women's chorus, the parallel fifths in the low bass of the piano introduc-
tion convey a rustic aesthetic, and the women's low, unison vocal line engenders the 
ieee with a conversational tone well-suited to this, the most narrative of the poems ~ornpson sets. In "Choose Something Like a Star," the final movement of the work, 
Thompson returns to a more austere, contemplative tone. Frost's poem encourages ra-
tional, independent thought and suggests looking to the stars for inspiration; Thomp-
son ·' sically depicts this looking to the heavens by writing porta to open fifths in the 
accl'; nimentalline to symbolize human groundedness to earth below, while rising 
scala assages in the alto, tenor, and bass lines suggest a looking up to the heavens. 
The sopranos' sustained "0 Star" represents the star itself, serving as a pedal point 
of sorts that symbolically, if not harmonically, provides a sense of harmonic gravity 
for the other voices. Once again, Thompson avoids musical cliche by allowing the 
poetry to speak for itself; Thompson's nuanced understanding of Frost's poems and 
his seamless craftsmanship make Frostiana a joy to listen to and to sing, a genuine and 
understated depiction of human experience with nature. 
Canadian composer R. Murray Schafer (b. 1933) is one of the most innovative choral 
composers of his generation. His music is often theatrical and programmatic, and 
his texts are frequently inspired by nature or taken from mythology and written in 
obscure, ancient, or invented languages. Epitaph for Moonlight is one work written 
in an invented language; composed as an educational tool for a children's chorus, 
Schafer asked his students to invent synonyms for "moonlight," and he then worked 
these words into the music. Composed entirely in graphic notation, the aleatoric 
work attempts to aurally depict moonlight in various ways before finally fading away 
to nothing. 
Texts and Translations 
Missa Brevis in D, op. 63 
Benjamin Britten 
Text from the Ordinary of the Mass 
.• 
•' Kyri~ 
Kyrie eleison. 
Christe eleison 
Kyrie eleison 
Gloria 
Gloria in excelsis Deo. 
Et in terra pax h,ominibus bonae voluntatis 
Laudamus te. Benedicimus te 
Adoramus te. Glorificamus te. 
Gratias agimus tibi 
Propter magnam gloriam tuam. 
D . 
omme Deus Rex coelestis D I I 
eus Pater, omnipotens. 
Lord have mercy, 
Christ have mercy, 
Lord have mercy. 
Glory to God in the highest 
-Emily Howe 
And on earth peace to all those of good will. 
We praise thee. We bless thee. 
We worship thee. We glorify thee. 
We give thanks to thee 
according to thy great glory. 
Lord God, Heavenly King, 
God the Father almighty. 
Domine Fili unigenite, Jesu Christe. 
Domine Deus, Agnus Dei, 
Filius Patris. 
Qui tollis peccata mundi, 
miserere nobis. 
Qui tollis peccata mundi, 
Suscipe deprecationem nostram. 
Qui sedes ad dexteram Patris, 
miserere nobis. 
Quoniam tu solus sanctus. 
Tu solus Dominus 
Tu solus Altissimus, Jesu Christe. 
Cum Sancto Spiritu 
In Gloria Dei Patris. Amen. 
Sanctus 
Sanctus, Sanctus, Sanctus 
Dominus Deus Sabaoth 
Pleni sunt coeli et terra Gloria tua. 
Hosanna in excelsis. 
Benedictus qui venit In nomine Domini 
Hosanna in excelsis. 
Agnus Dei 
AgnusDei, 
Qui tollis peccata mundi: 
Miserere nobis. 
AgnusDei, 
Qui tollis peccata mundi: 
Dona nobis pacem 
Lord Jesus Christ, the only begotten Son. 
Lord God, Lamb of God, Son of the Father. 
Thou who takest away the sins of the world, 
have mercy upon us. 
Thou who takest away the sins of the world, 
receive our prayer. 
Thou who sittest at the right hand of the 
Father, have mercy upon us. 
For Thou alone art holy. 
Thou alone art the Lord. 
Thou alone art the most high, Jesus Christ. 
With the Holy Spirit 
In the glory of God the Father. Amen. 
Holy, Holy, Holy, 
Lord God of Hosts. 
Heaven and earth are full of thy glory 
Hosanna in the highest. 
Blessed is He who comes in the name of the 
Lord. 
Hosanna in the highest. 
Lamb of God, 
Who takest away the sins of the world, 
Have mercy upon us. 
Lamb of God, 
Who takest away the sins of the world, 
Grant us peace. 
) 
J 
Mind You, Now 
Libby Larsen 
Text by John Ciardi 
I./ d You, Now 
y.J.. stroll away from camp 
Without a brush, a comb, 
A compass and a postage stamp, 
To mail yourself back home. 
Oh, never, never, never, never, never. 
Don't go off to Oregon 
Without at least one shoe, 
Or you may get a blister on 
Your toe- or even two. 
Don't go past the Golden Gate 
Without a dinner pail, 
A pillow and your hat on straight, 
And a ship on which to sail. 
Or long before you reach the land 
You may find that you get 
Hungry, sleepy, sunburned and 
Both your feet extremely wet. 
III. Warning 
The inside of a whirlpool 
Is not a place to stop, 
Or you'll find you'll reach the bottom 
Before you reach the top. 
IY. ang McTang, McQuarter Cat 
C:, McTang McQuarter Cat 
Is one part this and one part that. 
One part is yowl, one part is purr. 
One part is scratch and fur. 
One part, maybe even two, 
Is how he sits and stares right through 
You and you and you and you. 
Chang McTang McQuarter Cat 
Is one part this and ten parts that. 
One part saint, and two parts sin, 
One part yawn, and three parts grin, 
One part sleepy, one part lightening, 
One part cuddly, five parts fright'ning, 
One part snarl, and six parts play. 
One part is how he goes away. 
Chang McTang McQuarter Cat 
Is one part this and twenty that. 
One part is statue, one part tricks -
(One part, or six, or thirty-six.) 
Chang McTang McQuarter Cat 
Is one part this and one part that. 
One part (or twelve, or sixty-three) 
Is - Chang McTang belongs to ME! 
Al Shlosha D'varim 
Allan E. Naplan 
AI shlosha d'varim haolam kayam, 
AI haemet v'al hadin v'al hashalom. 
Epilogue: Design for October, 
from The Choral New Yorker 
Irving Fine 
Text by Jake Falstaff 
Then I heard a voice saying 
Summer is gone! 
Summer is ended. 
It is done. 
It is gone. 
It is ended. 
No more at morning will you stir the fawn, 
Or see the black birds, black on the lawn. 
No more at morning will you hear the crying 
geese of the dawn. 
Then in my window, 
Grave was I. 
Gravely I watched the Summer die 
And the last of the crying geese go by. 
The world is sustained by three things: 
by truth, by justice, and by peace. 
Selections from Frostiana 
Randall Thompson 
Texts by Robert Frost 
1. The Road Not Taken 
7 oads diverged in a yellow wood 
A sorry I could not travel both 
And be one traveler, long I stood 
And looked down one as far as I could 
To where it bent in the undergrowth; 
Then took the other, as just as fair, 
And having perhaps the better claim 
Because it was grassy and wanted wear; 
Though as for that the passing there 
Had worn them really about the same, 
And both that morning equally lay 
In leaves no step had trodden black. 
Oh, I kept the first for another day! 
Yet knowing how way leads on to way, 
I doubted if I should ever come back. 
I shall be telling this with a sigh 
Somewhere ages and ages hence: 
Two roads diverged in a wood, and I -
I took the one less traveled by, 
And that has made all the difference. 
II. The Pasture 
I'm going out to clean the pasture spring; 
I'll only stop to rake the leaves away 
(And wait to watch the water clear, I may): 
~-q 'n't be gone long.- You come too. 
', 
I'm going out to fetch the little calf 
That's standing by the mother. It's so young 
It totters when she licks it with her tongue. 
I sha'n't be gone long.- You come too. 
IV. The Telephone 
'When I was just as far as I could walk 
From here today, 
There was an hour 
.All still 
When leaning with my head against a flower 
I heard you talk. 
Don't say I didn't, for I heard you say-
You spoke from that flower on the window sill-
Do you remember what it was you said?' 
'First tell me what it was you thought you heard.' 
'Having found the flower and driven a bee away, 
I leaned my head, 
And holding by the stalk, 
I listened and I thought I caught the word -
What was it? Did you call me by my name? 
Or did you say-
Someone said "Come"- I heard it as I bowed.' 
'I may have thought as much, but not aloud.' 
'Well, so I came.' 
V. A Girl's Garden 
A neighbor of mine in the village 
Likes to tell how one spring 
When she was a girl on the farm, she did 
A childlike thing. 
One day she asked her father 
To give her a garden plot 
To plant and tend and reap herself, 
And he said, 'Why not?' 
In casting about for a corner 
He thought of an idle bit 
Of walled-off ground where a shop had stood, 
And he said, 'Just it.' 
And he said, 'That ought to make you 
An ideal one-girl farm, 
And give you a chance to put some strength 
On your slim-jim arm.' 
It was not enough of a garden, 
Her father said, to plow; 
So she had to work it all by hand, 
But she don't mind now. 
She wheeled the dung in the wheelbarrow 
Along a stretch of road; 
But she always ran away and left 
Her not-nice load, 
And hid from anyone passing. 
And then she begged the seed. 
So she says she thinks she planted one 
Of all things but weed. 
A hill each of potatoes, 
Radishes, lettuce, peas, 
Tomatoes, beets, beans, pumpkins, com 
And even fruit trees. 
es, she has long mistrusted 
That a cider apple tree 
ing there today is hers, 
Or at least may be. 
Her crop was a miscellany 
When all was said and done, 
A little bit of everything, 
A great deal of none. 
Now when she sees in the village 
How village things go, 
Just when it seems to come in right, 
She says, 'I know! 
'It's as when I was a farmer -' 
Oh, never by way of advice! 
And she never sins by telling the tale 
To the same person twice. 
VII. Choose Something Like a Star 
0 Star (the fairest one in sight}, 
We grant your loftiness the right 
To some obscurity of cloud -
It will not do to say of night, 
Since dark is what brings out your light. 
Some mystery becomes the proud. 
But to be wholly taciturn 
In your reserve is not allowed. 
Sa,l• ething to us we can learn 
B), t and when alone repeat. 
Say something! And it says, 'I bum.' 
But say with what degree of heat. 
Talk Fahrenheit, talk Centigrade. · 
Use language we can comprehend. 
Tell us what elements you blend. 
It gives us strangely little aid, 
But does tell something in the end. 
And steadfast as Keats' Eremite, 
Not even stooping from its sphere, 
It asks a little of us here. 
It asks of us a certain height, 
So when at times the mob is swayed 
To carry praise or blame too far, 
We may choose something like a star 
To stay our minds on and be staid. 
Epitaph for Moonlight 
R. Murray Schafer 
Moonlight 
Lunious 
Sloofulp 
Neshrnoor 
Shalowa 
Nu-yu-yul 
Noorwahrn 
Shiverglowa 
Shirnonell 
Maunklinde 
Maloorna 
SheeleskShiverglowa 
Shirnonell 
Maunklinde 
Maloorna 
Sheelesk 
7:30pm on Sunday, November 21 
Boston University Symphony Orchestra 
A Centennial Tribute to Roman Totenberg 
David Hoose, conductor 
Peter Zazofsky, violin 
Bartok Violin Concerto No. 2 
Beethoven Overature to The Creatures of Prometheus ~) 
Elgar Symphony No. 1 in A-flat .. 
Symphony Hall 
8:00pm on Monday, November 22 
Boston University Symphonic Chorus 
and Chamber Orchestra 
Ann Howard Jones and Tiffany Chang, conductors 
Mendelssohn Overture, "Hebrides," op. 26 
Schumann Requiem for Mignon, op. 98b 
Nachtlied, op. 108 
Haydn: Missa in tempore belli, "Paukenmesse" 
0 ld South Church 
BOSTON UNIVERSITY CONCERT CHORUS 
Soprano 
Emily Baker 
Cara Grimaldi 
~ otte Keating 
ft.. y Markman 
Tavia Merchant 
Abigail Smith 
I<ira Winter 
Carey Shunskis 
Katrina Tammaro 
Linsey Hunt 
Crystal Taber 
Emily Hudson 
Elise Roth 
Alto 
Melanie Burbules 
Rachel Carpentier 
Kirsti Esch 
Brittney Freed 
Stephanie Gray 
Sarah Harrison 
Janette Martinez 
Amelia Nixon 
April Soto 
Jayne Swank 
Anna Woodbury 
Whitney Worthen 
Tenor 
Michael Barrett 
Jason Berger 
Peter Eramo 
Justin Kenney 
Joseph Protolongo 
Joshua Reynolds 
Bass 
Michael Convicer 
Tom Curry 
Adam Kurihara 
Daniel Peterson 
Stephen Stacks 
Thomas Weaver 
Carlton Welch 
Caleb Williams 
QingyangXi 
WORCESTER CHILDREN'S CHORUS 
.l}r ew Afonso 
( a Bolon 
Simone Brown 
Caroline Eberhard 
Gillian Ganesan 
Antonia Gehnrich 
Merry Gibbons 
Abby Hesselton 
Kristen Huie 
Patrick Huie 
Elizabeth Loomis 
Emily Lovaas-McGloine 
Jimmy Miotto 
Monica O'Neil 
Kristen Rezuke 
EtJ:tan Severin 
Kassia Shrum 
Annaleis Thibault 
Joe Thibault 
Kristen Turgeon 
Julia Tuttle 
Alexandra Wedge 
Mikayla Williams 
Erin Wright 
FRIENDS OF THE COLLEGE OF FINE ARTS 
We are grateful to our community of alumni, faculty, families, and friends who believe in the importance of sup-
porting gifted students in music, theatre, and the visual arts through their generous contributions. Gifts to the 
College of Fine Arts fund important capital initiatives, scholarships, educational outreach, performances, and 
exhibitions, all of which directly benefit the talented young artists of Boston UniversihJ. 
For more information about how you can join our growing list of supporters, please contact us at 617-353-v "44 
or make a donation online at www.bu.edu/cfalalumnilgiving-back. We would love to "welcome you into our 
donor community! 
We thank the following donors for their generous support during the 2009-2010 fiscal year*: 
100,000 to $200.000 
SungEun Han-Andersen 
$25,000 to $99,999 
The Estate of Peter Donnelly 
Bobbi Hamill 
The Estate of 
James Nelson Humphrey 
Andrew Lack 
Stewart F. Lane and Bonnie Comley 
Mary Ann Milano 
2009 Revocable Trust 
Mary Ann Milano-Picardi 
Neil and Jane Pappalardo 
Dr. John Silber 
James H. Stone 
The Estate of 
A. Theodore Tellstrom 
Virginia E. Withey 
$10,000 to $24,999 
John and Harriet Carey 
Ann and Gordon Getty Foundation 
Greek Composers' Union 
The Avedis Zildjian Company, Inc. 
$5,000 to $9,999 
Michael Chiklis 
Clovelly Charitable Trust 
Chester and Joy Douglass 
The Florence J. Gould Foundation 
Margaret S. Lindsay Foundation 
Montgomery Symphony 
Association 
Ernst and Gail von Metzsch 
Francis Williams 
$1,000 to $4,999 
Jason Alexander 
Cathy Altholz 
The ASCAP Foundation 
Richard Balsam 
Cathy Barbash 
Bette Davis Foundation, Inc. 
Linda Cabot Black 
Bose Foundation, Inc. 
Fred Bronstein 
Richard D. Carmel 
Charitable Remainder Trust 
Judith and Stewart Colton 
Saul and Naomi Cohen 
Frank D' Accone 
Margaret May Damen 
Teresa Del Piero 
Robert K. and Alberta J. Dodson 
William Earle 
Jimmie Jackson 
Chiyomi Kanazawa 
Ellen Kazis-Walker 
Saran Kraichoke 
Richard Lenz 
Beth Marcus 
Marian Morash 
Charla and Larance Morgan 
ThomasMunn 
Mia Oberlink 
Richard Ekdahl 
Marie Falabella 
Thomas C. Farrell 
Judith Flynn 
Steven Friedlander 
Michael Goldenberg 
Richard and Susan Grausman 
Lady Mercia M. Harrison 
Phyllis and Robert Hoffman 
Lindsey V. Humes 
Dmitri and Elena llyin 
Ann Howard and Larry G. Jones 
Tom F. and Irene Gesiak Kelley 
David Kneuss 
Robert Krivi 
The Reverend Dr. Joan B. Malick 
Rita Mehos 
Andrea Okamura 
F. Taylor Pape 
The Presser Foundation 
Sandra Lee Rowsell 
Kenneth D. Rudnick 
Madeleine Schulman 
Amy Abrich Shemin 
Nina Tassler 
Robert Thobum 
Gael Towey 
The Ushers & Programmers Fund 
in honor of Robert and 
Dorothy Dandridge 
LuoYan 
Moshen Darius and 
Shu Bing Yaraghi 
$500 to $999 
Apostolos Aliapoulios 
Amy Lynn Barber 
Salva tore Cania, Jr. and Lisa Cania 
Beth Chen 
Terrence and Patricia Connell 
Roger Davidson 
Edna Davis 
Emily Deschanel 
Ann B. Dickson 
Keith Druhl 
Debra Dian Faust 
David Feigenbaum and 
Maureen Meister 
Wilbur and Lorraine Fullbright 
Frank Ginsberg 
Gudjonson Hermannsson 
Richard and Marilyn Hobbs 
Colonel Capers A. Holmes, 
USAF (Ret.) 
Joan Horton 
Bernard Schwartz 
Roberta Steiner 
Mr. and Mrs. Mose W. Stuart III 
Patrick Szymanski and 
Margery Lieber 
Richard Van Deusen 
Ellen Yates 
Linda Neil Yee 
Kalman Zabarsky and 
Kerry Loughman 
'111is list reflects donations made between July 1, 2009 and June 30, 2010. For a complete list of all CFA donors visit 
urww.bu.edu!cfalalumnilgiving-back. If your name has been omitted from this list, please contact us so that we can correct our 
records. 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
STRINGS 
Steven Ansell viola* 
Edwin Barker double bass• 
Cath Basrak viola 
Ly mg violin 
a._ na pedagogy 
Jules in cello 
Carolyn Davis Fryer double 
bass 
Edward Gazouleas viola 
Raphael Hillyer viola 
Marc Johnson cello 
Bayla Keyes violin • 
Michelle LaCourse viola • 
Katie Lansdale violin 
Benjamin Levy double bass 
Lucia Lin violin "" 
Malcolm Lowe violin 
Dana Mazurkevich violi1z 
Yuri Mazurkevich violin "' 
Ikuko Mizuno violin 
John Muratore guitar 
George N eikrug cello ++ 
James Orleans double bass 
Leslie Pamas cello 
Ann Hobson Pilot harp 
Barbara Poeschl-Edrich harp 
Michael Reynolds cello • 
Rhonda Rider cello 
Todd Seeber double bass 
Roman Totenberg violin ++ 
Michael Zaretsky viola 
Peter Zazofsky violin • 
Jessica Zhou harp 
WOODWINDS, BRASS, and 
PERCUSSION 
Laura Ahlbeck oboe 
Ken Amis tuba 
Jennifer Bill saxophone 
Peter Chapman trumpet 
Geralyn Coticoneflute 
Doriot Dwyer flute 
Terry Everson trumpet • 
Jo?" " · o oboe !it ~nis percussion 
tal\ er clarinet 
Ronald Haroutounian bassoon 
John Heiss flute 
Gregg Henegar bassoon 
Renee Krimsier flute 
Gabriel Langfur bass trombone 
Don Lucas trombotte "" 
Richard Menaullwm 
Suzanne Nelsen bassoou 
Craig Nordstrom, clariuet 
Toby Oft trombone 
Elizabeth Ostling flute 
Ken Radnofsky saxophone 
Richard Ranti bassoon 
Thomas Rolfs trumpet 
Mike Roylance tuba 
Matthew Ruggiero 
bassoon 
Eric Ruske horn * 
Robert Sheena 
English hom 
Ethan Sloane clarinet"" 
Jason Snider hom 
Samuel Solomon 
percussiotz 
James Sommerville /zorn 
Linda Toote flute • 
Lee Vinson percussion 
PIANO 
Anthony di Bonaventura • 
Maria Clodes-)aguaribe • 
Gila Goldstein 
Linda jiorle-Nagy 
Boaz Sharon • 
COLLABORATIVE PIANO 
Shiela Kibbe • 
Robert Merfeld 
ORGAN 
Nancy Granert 
Peter Sykes • 
VOICE 
Michelle Alexander • 
Sarah Arneson"" 
Penelope Bitzas • 
Sharon Daniels • 
james Demler * 
Gary Durham 
Phyllis Hoffman • 
Frank Kelley 
Matthew Larson 
Susan Ormont 
Bonnie Pomfret. 
Jerrold Pope • 
Andrea Southwick 
Maria Spacagna 
SCHOOL OF MUSIC PRODUCTION DEPARTMENT 
J. Casey Soward, Manager of Production and Perfomzmzce 
Michael Culler, Head Recording Engineer 
Diane McLean, Stage Manager 
Shane McMahon, Recording Engineer 
Ephraim Eric Roberson, Scheduling mzd Programs Coordinator 
Kris Sessa, Librarian 
Martin Snow, Keyboard Teclmician and Restoration 
COLLEGE OF FINE ARTS ADMINISTRATION 
Benjamin Juarez, Dean, College of Filze Arts 
Robert K. Dodson, Director, School of Music 
lim Petosa, Director, School ofT1zealre 
Lynne Allen, Director, Sclzool of Visual Arts 
HISTORICAL 
PERFORMANCE 
Aldo Abreu recorder 
Sarah Freiberg Ellison 
cello 
Laura Jeppesen 
viola da gamba 
Christopher Krueger 
Baroque flute 
Catherine Liddell lute 
Martin Pearlman 
Baroque ensembles • 
Robinson Pyle 
natural tr11mpet 
Marc Schachman 
Baroque oboe 
jane Starkman 
Baroque violin, viola 
Peter Sykes lrarpsiclrord • 
MUSICOLOGY 
Victor Coelho * 
Steven Cornelius "' 
Sean Gallagher 
Brita Heimarck * 
Ami Heimir Ingolfsson 
Thomas Peattie * 
Joshua Rifkin • 
Andrew Shenton* 
jacquelyn Sholes 
Jeremy Yudkin • 
COMPOSmON 
AND THEORY 
Brett Abigana 
Vartan Aghababian 
Martin Amlin • 
Deborah Burton * 
justin Casinghino 
Richard Cornell • 
joshua Fineberg • 
Samuel Headrick • 
David Kopp• 
Mary Montgomery Koppel 
Rodney Lister • 
KettyNez • 
John Wallace • 
Steven Weigl • 
SCHOOL OF MUSIC 
MUSIC EDUCATION 
Richard Sunbury • 
Bernadette Colley 
Susan Conkling • 
Diana Dansereau • 
Andre de Quadros • 
jay Dorfman • 
Andrew Goodrich • 
Lee Higgins • 
Ron Kos * 
Warren Levenson 
Roger Mantie * 
Sandra Nicolucci * 
Evan Sanders 
CONDUCTING 
David Hoose • 
Ann Howard Jones • 
Scott Allen Jarrett 
David Martins 
John Page 
OPERA INSTITUTE 
Helena Binder 
Judith Chaffee 
Phyllis Curtin++ 
Sharon Daniels • 
Melinda Sullivan-Friedman 
Frank Kelley 
Angie j epsen 
William Lumpkin • 
Adam Mclean 
jim Petosa 
Betsy Polatin 
Christien Polos 
jeffrey Stevens • 
Nathan Troup 
Allison Voth • 
STAFF PIANISTS 
Michelle Beaton 
Eve Budnick 
Matthew Larson 
Phillip Oliver 
Lorena Tecu 
Noriko Yasuda 
Molly Wood 
Department Chairs 
represented in bold 
• full-time faculty 
++Emeritus 
Richard Cornell, Associate Director 
Phyllis Hoffman, Director, Applied Studies and Perfonrzmzce 
SCHOOL OF MUSIC EXECUTIVE COMMITTEE 
Susan Conkling, Music Education 
Richard Cornell, Music Studies 
Phyllis Hoffman_ Applied Studies and Perfomzance 
Ann Howard Jones, Erzsembles 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 
Tuesday, November 9, 8:00pm 
Friday, November 12, 8:00pm 
Wednesday, November 17, 8:00pm 
~hursday, November 18, 8:00pm 
Sunday, November 21, 7:30pm 
Leipzig Philharmonic 
Michael Koehler, cone·. r 
Stefano Micelli, Dizhou L.. ... o, 
and Sofya Gulyak, piano 
Tsai Performance Center 
Boston University Percussion Ensemble 
Concert Hall 
Boston University Baroque Orchestra 
A program of Baroque Concertos 
Martin Pearlman, conductor 
Marsh Chapel 
Boston University Wind Ensemble 
David Martins, conductor 
Linda Toote, piccolo 
Tsai Performance Center 
Boston University Symphony Orchestra 
A Centennial Tribute to Roman Totenberg 
David Hoose, conductor 
Peter Zazofsky, violin 
Symphony Hall 
Monday, November 22, 8:00pm Boston University Symphonic Chorus 
and Chamber Orchestra 
Ann Howard Jones and Tiffany Chang, cond( s 
Old South L ... ch 
Concert Hall, 855 Commonwealth Avenue 
Old South Church, 645 Boyleston Street 
Symphony Hall, 301 Massachusetts Avenue 
Tsai Performance Center, 685 Commonwealth Avenue 
College of Fine Arts www.bu.edu/cfa 
